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KETIY NEZ piano 
KATIE WOLFE violin 
8pm 
Wednesday, March 15, 2oo6 
Tsai Performance Center at Boston University 
Here, a desired life in music is grounded in great teaching, demanc 
performance, solid scholarship and devoted love of the art. We are a 
community wholly in love with the study of, creation of, performance of, 
MUSIC! 
- Phyllis Curtin, Dean Emerita 
Boston University College of Fine Arts 
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FACULTY RECITAL SERIES 
KETTY NEZ piano 
KATIE WOLFE violin 
Sonata for violin and piano (1916-17) 
Allegro Vivo 
Intermede: Fantasque et leger 
Finale: Tres anime 
wrestless (2005) 
KATIE WOLFE violin 
Sonata for violin and piano (2004) 
Idyll: Serene and flowing 
Ice: Slow and still 
Restless: Relentless, restless 
INTERMISSION 
Lament for John (2003) 
Star of the Country Down (2005) 
Sonata No. 2 for violin and piano, Sz. 76 (1922) 
Molto moderato 
Allegretto 
PROGRAM NOTES 
CLAUDE DEBUSSY (1862-1918) 
Sonata for violin and piano (1916-17) 
One of the last of Debussy's compositions, the piece is the third of a projected series of 
six sonatas for various instruments. Tonal and modal concerns intermix in the open-
ing Allegro vivo, for as is generally the case with Debussy's oeuvre, common-practice 
harmonic concerns are not at issue. In fact, a measure of Debussy's stylistic consisten-
cy relates to the means by which closure is achieved at the levels of phrase, section, 
movement, and complete work, for when no overriding harmonic principles can be 
assumed, other compositional means must be established for effectively rendering 
goal orientation. In the opening movement of the sonata, the subtly complex rhythmic 
interplay of the violin and piano - and more specifically, both with and against each 
other and the prevailing meter - provides an unnerving propulsive force that abates 
in the final measures without having wholly resolved the many layers of conflict 
established in these 5 minutes of music. 
The partnership between the violin and piano is made out to be more tenuous in th 
middle-movement Intermede than in either the Allegro vivo, or the Finale. Utilizing l 
of his most common tempo indications, Debussy heads the movement with the 
instruction Fantasque et Leger ("whimsical," or "temperamental and light") and this 
character comes across in all aspects of the movement, not the least of which being its 
"choppy" flow attributable to irregularity among the short phrases and sub-phrases, 
numerous tempo and dynamic alterations, various accentual patterns, and the con-
stant if quirky exchanges of leading and following roles in the violin and piano. The 
movement might best be characterized as "forever getting underway," as the features 
just mentioned leave one with the impression of many starts and few compelling con-
clusions: thus the appropriateness of the progressively slower tempo and steady 
decrescendo in dynamic intensity in advance of the morendo conclusion ("dying away"). 
As is true in each of the earlier Cello Sonata (1915) and the Sonata for Flute, Viola, and 
Harp (1916), the Violin Sonata is a three-movement work exhibiting cyclic qualities, 
for material of the opening recurs in subsequent movements. The initial violin gesture 
in the Finale - entering in m. 9 only after the piano has established a triple meter -
revisits the principal motive from the first movement of the sonata, and sets up 
a more notable rhythmic conflict with the piano than is the case at the outset of the 
piece. It is important to note that on its return subtle changes in the motive extend to a 
level beyond the pronounced rhythmic hemiola, for a slight tonal deflection occurring 
toward the end of the motive proves to be the propulsive force initiating the extended 
first section in this peculiar ABA structure. The B section is stylistically cross-referen-
tial to a portion of the Intermede, and thus at one level the Finale is a microcosmic pro-
jection of events that occur over the complete sonata. And in a reversal of what tran-
spires in the middle movement, the concluding A section of the Finale continues to 
intensify in terms of energy ievel via increases in tempo, dynamic, and other musical 
parameters, until the multiple-stopped chords in the violin and the six-octave span 
between the piano's right- and left-hand gestures are left as the only means of dissi-
pating the tres anime romp of the concluding moments of the composition. 
-Gregory Ma 
KETTY NEZ (b. 1965) 
wrestless 
Written in the summer of 2005 for violinist Katie Wolfe, friend and colleague at the 
University of Iowa, wrestless explores various algorithms of chordal and rhythmic 
development. Lines of accelerating and decelerating attacks wrestle with the pre-
dictability of ever-expanding and shrinking chordal series, and playful and jazzy 
rhythms restlessly leap between violin and piano. The violin repeatedly tries to claim 
center stage by heroic virtuosic gestures, while occasional samba and Balinese game-
lan kotekan (interlocking patterns) are heard in the piano, whose mind wanders else-
where - to other music briefly wafted in by the summer breeze. 
DAVID LIPTAK (b. 1949) 
Sonata for violin and piano 
-Ketty Nez 
My Sonata for Violin and Piano is in three movements, and the titles of the move-
m nts are descriptive. Idyll is a "summer" piece, and it is the most leisurely of the 
· . Contrasting to this is Ice, which is slow and still, as if "frozen." The third move-
h.~ , Restless, moves quickly and darts from one idea to another. I wrote this move-
ment twice, in two separate composing processes. When both were completed, I 
divided each into fragmentary segments that were then reassembled into the final ver-
sion that has become this movement. The Sonata is written for Pia Temdrup Liptak 
and for performance by the duo she has with pianist Sylvie Beaudette. They were the 
performers for the premiere in the spring of 2004, although Pia and I performed the 
first movement, Idyll, as part of a summer recital we gave in 2003 at the Johannes 
Larsen Museum in Kerteminde, Denmark. 
RICHARD CORNELL (b. 1946) 
Lament for John 
- David Liptak 
I wrote Lament for John in 2003 to commemorate John Daverio, eminent musicologist 
and colleague on the Boston University music faculty whose life ended tragically and 
too soon. The first performance was on an Alea III concert in his memory, Peter 
Zazovsky and Richard Cornell performing. 
DAVID GOMPPER (b. 1954) 
Star of the CountnJ Down 
- Richard Cornell 
Star of the Country Down (2005), for violin and piano, is likely to become the first in a 
series of three pieces for violin and piano based on Irish tunes, together with Music in 
the Glen (2004) and Finnegan 's Wake (1997). The single movement work, beginning and 
ending with simple statements of the tune, is made up of a series of variations moto 
perpetuo with a climax that finds the tune continually being fragmented, tom and 
~, ed. 
- David Gompper 
BELA BARTOK (1881-1945) 
Sonata No. 2 for Violin and Piano, Sz. 76 
Both of Bart6k's sonatas for violin and piano were written for Jelly d' Aranyi, a 
Hungarian-born violinist of international repute, and grand-niece of famed German 
violinist Joseph Joachim. Darius Milhaud recalls hearing the two perform in Paris at a 
private dinner in April of 1922, which included among the guests Stravinsky, Ravel, 
Szymanowski, Honegger, Milhaud, Poulenc, and Roussel: "He played his Dream for 
Piano and Violin [sic] with the violinist Jelly d' Aranyi, an artist of exceptional, almost 
tumultuous, rapture. I admired him not just as a composer but also as a pianist of 
precision and lyricisim who possessed a faultless technique." Bart6k wrote the Second 
Sonata later the same year, after several highly successful concert tours in Britain, 
France, Germany, and Transylvania. The resulting numerous contacts led to lecture 
and concert tours during the following two decades, before Bart6k emigrated to 
America in 1940. 
The two movements integrate aspects of East-European folk music with conventions 
of Western art-music: a slow, rhapsodic introduction based on the parlando-rubato free 
declamatory rhythm; followed by a brisk rondo of interrelated short dance-like 
motives based on modal segments, sometimes constructed in additive meters with 
shifting accents. Theodor Adorno reads an inherent antagonism between these 
diverse sources of Bart6k's signature style, in an essay of 1929: 
The sonata's reprise and the rondo's repetitions, which had succeed-
ed so convincingly, had not been able to penetrate the [ethnic] 
motivic material completely, while the improvisational forms of 
folklore threatened to rigidify as soon as they came under the dom-
ination of the sonata forms that were meant to preserve them. This, 
and not some new inclination toward folklore, is why the sonata 
had to go; at the same time, this is why the Hungarian types also 
had to divest themselves of their form-creating rights, for they no 
longer withstood the force of music that had grown strong through 
the sonata and broken it apart. This is the situation of the Second 
Violin Sonata. Rhapsody and Lento merge into one; they emerge as a 
great introduction to a fresh overall situation, which bends the 
types together constructively and makes room for motivic details, 
not by dissolving them into the total form bu.t by presenting them 
strophically. " 
Also well known as an ethnographer, shortly before writing this piece, in 1921, Bart6k 
had completed his classification of Hungarian folk music, and also a study of 150 
Transylvanian folksongs, in collaboration with Zoltan Kodaly. His life-long ethno-
graphic work also included collecting and annotating Turkish, Romanian, Slovakian, 
and Yugoslav folk music, as well as a research fellowship to work on Serbo-Croatian 
music at Columbia University in New York. Bart6k comments, in a Hungarian news-
paper interview of 1925: 
[P]easant music continually inspired the composer. Do not imagine 
that we [Hungarian composers] are thinking of transplantation, the 
assimilation, the annexation of peasant music into the classical 
musical inheritance. No, no. We think that peasant music gives our 
music its character. Furthermore, if one hears songs from peasants 
in their original environment, one understands them much better; 
they inspire him much more than if he were familiar with them 
only from written collections or recordings. 
! 
This sonata's unidiomatic writing, highly challenging for both performers, suggests 
fresh timbres: folk elements are uncannily orchestrated, as it were, to suggest instru-
ments which lead the ear and imagination outside of the elegant drawing room and 
into the brisk open air. 
- Ketty Nez 
KETTY NEZ piano 
Composer/pianist Ketty Nez recently joined the composition and theory department 
at the Boston University School of Music, after having taught for two years at the 
University of I9wa's School of Music. She completed, in 2002-3, a residence of several 
months at the Ecole Nationale de Musique in Montbeliard, France, involving collabo-
rations with faculty and students on projects of live electronics and improvisation. Her 
chamber opera An Opera in Devolution: Drama in 540 Seconds was premiered at the 2003 
Seventh Festival A *Devantgarde in Munich. Her projects include commissions from 
the ensemble Alea III, and a chamber opera in collaboration Iowan playwright Maggie 
Conroy, in conjunction with the University of Iowa's Center for New Music. 
01, she spent several months as visiting composer/scholar at Stanford University's 
\..A ter for Computer Research in Music and Acoustics (CCRMA), and in 1998, she 
participated .in the year-long computer music course at the Institute de Recherche et 
Coordination Acoustique/Musique (IRCAM) in Paris. Prior to her studies at IRCAM, 
she worked for two years with Louis Andriessen in Amsterdam, where she co-found-
ed the international contemporary music collective Concerten Tot and Met. Her music 
has been played at festivals in the US as well as abroad, including Bulgaria, England, 
Finland, France, Germany, Holland, and Japan. She spent the year 1988 in Japan, 
studying with composer Michio Marniya and writing for traditional Japanese instru-
ments. She has participated as fellow in the Aspen Music Festival (2001, 1991, and 
1989), the 1998 June in Buffalo Festival, the 1997 Britten-Pears School Composition 
Course (Aldeburgh, England), the 1996 California State University Summer Arts 
Composition Workshop, the 1995 Tanglewood Music Center, and the 1990 Pacific 
Composers Conference (Sapporo, Japan). 
As pianist, she holds a bachelor's degree from the Curtis Institute of Music, and con-
tinues to perform actively as well as conduct. As member of the Wolfe/Nez duo (violin 
and piano), formed at the University of Iowa, she will perform this spring at the 
University of Iowa. While teaching at the University of Iowa, she premiered several of 
her chamber works with faculty, and also performed with the Center for New Music, 
including the piano solo in Messi.aen's Oiseaux Exotiques. While living in the Bay Area, 
she formed the Brodo/Nez duo (cello and piano) and The Composer's Coalition (now 
the Left Coast Ensemble). Her education also includes a doctorate in composition from 
the University of California at Berkeley (1994), a master's degree in composition from 
the Eastman School of Music (1990), and a bachelor's degree in psychology from Bryn 
Mawr College (1987). 
KATIE WOLFE violin 
Originally from Minnesota, violinist Katie Wolfe joined the string faculty of The 
University of Iowa in 2004. She enjoys a diverse and exciting career as a soloist, 
teacher, chamber and orchestral musician on the national and international stage. She 
has performed in the United States, Canada, Costa Rica, Bolivia, Malaysia, Korea, 
Japan, the Soviet Union, Spain and the Netherlands. Ms. Wolfe received a B.M. in vio-
lin performance from Indiana University, where she was a student of Miriam Fried. 
She coached chamber music with Rostislav Dobinsky and Janos Starker, among oth-
ers. She continued her studies earning a Master of Music in violin performance from 
the Manhattan School of Music (MSM), studying violin with Sylvia Rosenberg and 
chamber music with Ani Kavafian and Peter Winograd of the American String 
Quartet. After graduating from MSM, Ms. Wolfe received the prestigious Fulbright 
Lecture Award to teach and perform in Bolivia. She formed a string quartet which 
performed educational and public concerts throughout the country, taught at the 
National Conservatory, and served as Associate Concertmaster of the National 
Symphony of Bolivia for one season. 
Prior to teaching in Iowa, Ms. Wolfe taught violin, viola and chamber music at 
Oklahoma State University for five years, as well as serving as Associate 
Concertmaster of the Oklahoma City Philharmonic, and performed frequent solo am. 
chamber music concerts throughout the state. As a chamber musician, Ms. Wolfe has 
performed with Miriam Fried, James Campbell, Atar Arad, as a guest violinist with 
the Maia and Harrington String Quartets, and with many other incredible musicians. 
She considers herself fortunate to have worked with some of the greatest artist in the 
world in festivals, master classes and seminars, such as with members of the Juilliard, 
Guarneri, Mendels_sohn, and Vermeer Quartets, Eugene Lehner, Gil Kalish, Charles 
Castleman, Renato Bonancini, and many others. Broadening her experiences and 
musical career as a freelance artist in New York City, Ms. Wolfe has performed and 
toured with groups such as Jupiter Symphony, Philharmonia Virtuosi, Manhattan 
Chamber Orchestra, the S.E.M. Ensemble, City Island Baroque Ensemble, in 
Broadway pit orchestras, and with many other ensembles. 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Thursday, March 16, Bpm Faculty Recital Series 
ANTHONY DI BONAVENTURA piano 
BEETHOVEN 12 Variations on a Theme of Wranitzky 
RACHMANINOV Variations on a Theme of Corelli, Op.42 
RAVEL Miroirs (1905) 
Tsai Performance Center 
Tuesday, March 21, Bpm Faculty Recital Series 
Wednesday, March 22, 5:30pm 
Wednesday, March 22, 6:30pm 
Tuesday, March 28, Bpm 
Thursday, March 30, Bpm 
PETER ZAZOFSKY violin 
Complete Bach Sonatas and Partitas 
Tsai Performance Center 
Music Education Research Seminar 
ANN GALLIGAN 
Culture, Creativity, Education 
and the Workplace: A musical perspective 
CFARoom156 
Faculty Recital Series 
BARBARA POESCHL-EDRICH harp 
MICHELLE LACOURSE, viola 
WHITNEY PENCINA guest flutist 
YOUNG The Song of the Lark (1989) 
AMLIN Encomium (2004) - world premiere 
DEBUSSY Sonate for flute, viola and harp 
MOZART Concerto for flute and harp, KV. 299 
ROUSSEL Serenade, Op. 30 
Marsh Chapel 
Soloists Winners Concert 
Boston University Symphony Orchestra 
DAVID HOOSE conductor 
and student conductors 
PEI-YEH TSAI piano 
RYAN YURE clarinet 
INA ZDOROVETCHI harp 
Tsai Performance Center 
Richmond Competition Winners Concert 
PEI-YEH TSAI piano 
Works by Schumann, Brahms, Cornell and Beethoven 
Tsai Performance Center 
Tsai Performance Center, 685 Commonwealth Avenue 
CFA Concert Hall, 855 Commonwealth Avenue 
CONTRIBUTORS TO THE COLLEGE OF FINE ARTS MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 
$25,000 to $49,999 
Margaret S. Lindsay Foundation 
National Endowment for the Arts 
$10,000 to $24,999 
The Clowes Fund, Inc 
Jeff and Ann Gelfon 
Ann and Gordon Getty Foundation 
Ms. Virginia E. Withey 
$5,000 to $9,999 
Mr. and Mrs. Saul B. Cohen 
Professor Ralph L. Gomberg 
Mr. John M. Kasson 
Dr. Irene Gesiak Kelley 
Margaret S. Lindsay Foundation 
The Ushers & Programmers Fund 
$2,500 to $4,999 
Richard F. Balsam, M.D. 
Ms. Sandra L. Brown 
Mr. and Mrs. Richard Grausman 
Mrs. Marian H. Kent 
The Presser Foundation 
Renaissance Musical Arts, Ltd. 
$1,000 to $2,499 
Ms. Linda Cabot Black 
The Blount Foundation, fuc. 
Ms. Dorothy D. Cameron 
Drs. John A. and Harriet S. Carey 
Richard D. Carmel Charitable Remainder Trust 
Clovelly Charitable Trust 
Mr. Frank A. D'Accone 
Dr. Edna L. Davis 
Mr. William E. Earle 
Mr. and Mrs. Darrell R. Griffin 
join the Friends of Music 
Mr. Blake W. Hinson 
Professor Phyllis Elhady Hoffman 
Mr. John E. Loveless 
Mrs. Doris Mae Rakowski 
Mrs. Amy Abrich Shemin 
Mr. Charles A. Stakely 
Mr. Michael Thomas Wasserman 
Avedis Zildjian Company 
Ms. Craigie A. Zildjian 
$500 to $999 
Ms. Deborah K. Delano 
Mrs. Ann B. Dickson 
David Feigenbaum 
Dr. Michelle Goodwyn,LLC 
Colonel Capers A. Holmes, USAF(Ret.) 
Dr. Jimmie L. Jackson 
Drs. Larry G. and Ann Howard Jones 
Ms. Maureen Meister 
Mrs. Helen Salem Philbrook 
Ms. Helen J. Steineker 
Mrs. Ellen Katz Willner 
$250 to $499 
Dr. Apostolos A. Aliapoulios 
Mrs. Yvette S. Attaya 
Ms. Margaret R. Bennett 
Dr. Fred A. Bronstein 
Ms. Joan C. Cavicchi 
Ms. Beth S. Chen 
Mrs. Margaret May Darnen 
Mr. and Mrs. Stephen B. Esko 
Mrs. Carolyn B. Fowles 
Mr. and Mrs. Gene Guberman 
Mrs. Lynne M. Harding 
Ms. Julia A. Hennig 
Mrs. Jeal}I\ette F. McLellan 
Mr. Bernard G. Schwartz 
Mr. Ira Taxin 
Mr. John Alan Wickey 
Contributors to the Music Programs belong to a select group of people who believe in the importance of 
supporting young musicians through their educational activitzes, events, programs, and performances. 
We invite you to lend your support by joining the Friends of Music at the College of Fine Arts. For infor-
mation, please contact Chris Santos, Director of Development and Alumni Relations, Boston University 
College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215, or call (617) 353-2048. 
This list represents donors who have generously supported our programs for the past twelve months, as· 
January 9, 2006. Due to program deadlines, some donor names may be absent from this list. We thank 
you for your understanding. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
STRINGS 
Steven Ansell via/a• 
Edwin Barker double bass• 
Cathy Basrak, viola 
Bonnie Black pedagogy 
Lynn Chang vio/i11 
Jules Eskin cello 
Edward Gazouleas viola 
Raphael Hillyer viola 
Bayla Keyes vio/i11• 
Michelle Lacourse via/a• 
Lucia Lin violi11• 
Malcolm Lowe violin 
Dana Mazurkevich violin 
Yuri Mazurkevich violin• 
lkuko Mizuno violin 
John Muratore, g11itar 
George Neikrug cello++ 
James Orleans do11ble bass 
Leslie Pamas cello 
Renee Krimsier j111te 
Lynn Larsen /ram 
Don Lucas trombo11e• 
Richard Mackey lzom 
Thomas Martin clarinet 
Richard Menaul lzom 
Michael Monaghan 
saxopho11e 
Craig Nordstrom clari11et 
Elizabeth Ostlingj111te 
Richard Ranti bassoo11 
Thomas Rolfs trumpet 
Mike Roylance t11ba 
Matthew Ruggiero bassoo11 
Eric Ruske horn• 
Robert Sheena English horn 
Ethan Sloane clarinet• 
James Sommerville horn 
Linda Toote f111te 
Ann Hobson Pilot harp PIANO 
ra Poeschl-Ed rich harp Jonathan Bass 
el Reynolds cello• Anthony di Bonaventura• 
Rn nda Rider cello Maria Clodes-Jaguaribe• 
Todd Seeber double bass Linda Jiorle-Nagy 
David Soyer cello Randall Hodgkinson 
Roman Totenberg violi11++ Michael Lewin 
Michael Zaretsky viola Victor Rosenbaum 
Peter Zazofsky violin• 
HISTORICAL 
PERFORMANCE 
Aldo Abreu recorder 
Sarah Freiberg Ellison cello 
Laura Jeppesen 
viola da gamba 
Christopher Krueger 
Baroque f111te 
Marilyn McDonald 
· Baroque violin 
Emlyn Ngai Baroq11e violin 
Martin Pearlman• 
Marc Schachman 
Baroq11e oboe 
Jane Starkman 
Baroque violin, viola 
Daniel Stepner 
Baroque violin 
Peter Sykes harpsichord 
MUSI~OLOGY 
Victor Coelho' 
Zbigniew Granat 
Brita Heimarck• 
Thomas Peattie• 
Joshua Rifkin 
Evan Scooler 
Andrew Shenton• 
Joel Sheveloff* 
Warren Levenson 
William McManus• 
James Merenda 
Sandra Nicolucci• 
Anthony Palmer 
Evan Sanders 
Steven Scott 
CONDUCTING 
David Hoose• 
Ann Howard Jones• 
David Martins 
Craig Smith 
OPERA INSTITUTE 
Ramelle Adams 
Judith Chaffee 
Phyllis Curtin++ 
Sharon Daniels• 
Ted Hewlett 
Meron Langsner 
Ruth Benson Levin 
William Lumpkin• 
Betsy Polatin 
Christien Polos 
Jeffrey Stevens 
Allison Voth• 
COLLABORATIVE PIANO Arthur Stokes 
STAFF PIANISTS 
Michelle Alexander 
Eve Budnick WOODWINDS, BRASS, 
and PERCUSSION 
' Laura Ahlbeck oboe 
Ronald Barron trombone 
Daniel Bauch perc11ssion 
Mark Cantrell trombone 
Peter Chapman trumpet 
Shiela Kibbe• 
Robert Merfeld 
ORGAN 
Nancy Granert 
Peter Sykes 
Geralyn Coticoneflute VOICE 
Doriot Dwyer f111te Michelle Alexander 
Terry Everson trumpet• Sarah Arneson• 
John Ferrillo oboe Penelope Bitzas• 
Richard Flanagan percussion Kendra Colton 
Joseph Foley trumpet Sharon Daniels• 
Timothy Genis percussio11 James Demler' 
Ian Greitzer clarinet Simon Estes• 
Ronald Haroutounian Jodi Goble 
bassoo11 Phyllis Hoffman• 
Scott Hartman trombone Frank Kelley 
John Heiss flute Susan Ormont 
Gregg Henegar bassoon Maria Spacagna 
Daniel Katzen horn 
Carrie Koffman saxophone 
COLLEGE OF FINE ARTS ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Director, School of Music 
Jim Petosa, Director, School of Tlreatre 
Jr impson, Director, School of Visual Arts 
P. Mitro, Assistant Dean, E11rollment Services 
Ellen Carr, Executive Director for External Relations 
Mary P. Squiers, Executive Operations Officer+ 
Zoe Krohne, Director of Admissions a11d St11de11t Affairs+ 
Vambah Sillah, Executive Assistant+ 
Chris Santos, Director of Developme11t and Al11mni Relations 
+-indicates employee of the School of Music 
Jeremy Yudkin• 
THEORY and 
COMPOSITION 
Martin Amlin• 
Th.eodore Antoniou• 
Richard Cornell' 
Lukas Foss• 
Samuel Headrick• 
David Kopp• 
Ketty Nez• 
Elena Roussanova Lucas 
Ludmilla Leibman• 
John Wallace 
Gerald Weale• 
Steven Weigt• 
MUSIC EDUCATION 
Sidi Camara 
Bernadette Colley 
Andre de Quadros• 
Joy Douglass 
Jodi Goble 
Phillip Oliver 
David Richardson 
Michael Sponseller 
Lorena Tecu 
•Denotes full-time 
faculty 
Department Chairmen 
represented in bold 
++Emeritus 
SCHOOL OF MUSIC 
PRODUCTION DEPARTMENT 
Brent Wilson, Manager of Prod11ction and Performance 
Tuaha Khan, Stage Manager 
Martin Snow, Keyboard Technicia11 a11d Restoratio11 
Roberto Toledo, Head Recording Engineer 
Chris Wilson, Recording Engineer 
Sandra Parker, Scheduling and Programs Coordi11ator 
Kris Sessa, Libraria11 
855 Commonwealth Avenue, Boston, MA 02215 
617.353.3350, www.bu.edu/da 
